defenseless, domesticated, dominated woman. I suggest that in the creation of the blind woman Gambaro comments on the significance of the male gaze, not as an inherent attribute, but as a controlling agent derived from the patriarchal system. She will also show that the private spaces of the domestic sphere to which women are relegated within the patriarchy can be reconstituted as a site of power.
While it is always important to recall the historical situation in which a text was written and place the text within the concrete reality of its temporal production, with Gambaro the public and the private, fiction and fact are especially united. On the personal level, the politics of oppression instituted by the military regime installed in 1976 forced Gambaro into exile from 1977 to 1980. Until 1977, she had walked a tightrope similar to the feat of one of her fictive characters, La ecuyere in Dios no nos quiere contentos (1979, God doesn't want us to be happy), by displaying the special talent of being able to reach the critics while evading the censors. Although it is too simple to assume that a direct, one-to-one correspondence exists in the relationship between a work of fiction and the historical reality from which it was generated, her plays function as polysemous signs, offering meanings on several levels. Plays such as The Blunder, The Camp, and The Siamese Twins can be interpreted from a psychological perspective or even as metatheatrical comments on the role of the artist in society, although they are most often taken as political allegories.
National politics of oppression also have had an impact on the nature of the critical enterprise vis a vis Gambaro. When I was asked in 1979 to write a review of her theater in a journal that was to be published in Argentina, she cautioned me not to mention the fact that the plays could be read as political allegories of the current Argentine situation and that the characters of her dramatic world were as victimized as the Argentine people they clearly represented. Appreciating her personal risk, I focused my comments on how she presents generic characters involved in a series of situations rather than offering the developmental plots and psychological profiles associated with conventional dramas; and how she uses violent physical images to explore relations of power and the 2 Studies in 20th & 21st Century Literature, Vol. 20, Iss. 1 [1996] , Art. 7 http://newprairiepress.org/sttcl/vol20/iss1/7 DOI: 10.4148/2334-4415.1383 ambiguities and cruelty of existence in a post-Holocaust, absurdist world. Indeed, in her early phase of writing, Gambaro did not situate her dramatic universe in any exact time or geographic location and specifically avoided the use of nationalist motifs or the Argentine forms of voseo. As in the stories of Jorge Luis Borges, where anecdotal details change while the focus remains on one basic theme, so, too, we find in Gambaro's plays from the 1960s and 1970s that anecdotal differences cannot obscure a recurring pattern of action where an innocent person becomes the victim of an oppressor (Cypess, "Plays" 95.) At first, the political message of her plays escaped the detection of the censors while reaching the critical audience who could appreciate her specific political commentary clothed in the signs of the latest theatrical currents from Europe. She also exercised self-censorship when she refused permission for the production and publication of her plays; in particular, she took out of circulation Informacion para extranjeros (Information for Foreigners) written in 1972 at the beginning of the guerrilla movement in Argentina and not published until 1987. Aware that she was dealing with dangerous material, she nevertheless felt compelled to write the play, whose violent scenes of torture and kidnappings were based in part on actual daily events even before the years of the infamous "Dirty War" (1976) (1977) (1978) (1979) (1980) (1981) (1982) (1983) . The fascist regime of Maria Estela Peron, for example, had already begun the operation of death squads to "eliminate guerrillas and other subversives" (Foster 8) .' In this play, as in other works (Nada que ver "Nothing to do with it," as a good example), Gambaro is prescient, anticipating all too graphically the atrocities the military regime perpetrated on the desaparecidos. Gambaro . In Western culture the sign "woman" has been configured along cultural associations and characteristics-the elements of "passive," "weak," "vulnerable," characteristics that were associated with certain kinds of (male) characters in Gambaro' female. By using a male signifier who may signify "female" in her polysemous dramaturgy, Gambaro stresses behavior and ideology over biology. That is, the vulnerability, passivity, and finally, the complete loss of power leading to destruction and death as the character is manipulated by those in power reveal "the intimidations and negotiated concessions which come into play as a result of the imbalances and inequities immediately produced by a relation between . . . two human beings" (Bersani 10) . Beyond focusing on essentializing categories of "male" and "female" behavior, Gambaro emphasizes that the basic factor affecting the inter-relationships between all human beings is the relation of power and its negotiations.
Gambaro's concerns for power relations in all its various ramifications eventually led her to explore the problems of authoritarian governments through the use of a particular, and visible, feminine figure.' In Puesta en claro she explores the problems inherent in an oppressive society, and specifically, a patriarchal society, in which power, authority, and discipline are related to maleness, and in particular to the driving principle of Fatherness.4 Since Puesta en claro has not been discussed in the critical literature, and I refer to it only briefly in my introductory essay on Gambaro's dramaturgy (Cypess, "Gambaro") , it is useful to summarize its major plot points. In this play the innocent victim is Clara, whose actions and dialogue indicate that she is blind. As a blind woman, she is completely dependent on the doctor, who says he can restore her sight. The doctor tries to convince Clara that she can see, and as hard as she tries to agree with him, her actions prove to the audience that she cannot see. The doctor further subjugates Clara by bringing her to his home as his wife to care for his family, which includes three children and a grandfather. There Clara is treated with even greater disdain and cruelty by the supposed children, who are actually grown men. The grandfather acts as if he, too, were brought in to play a part, like Clara. They seem to be objects who must respond to the doctor/husband who controls the dramatic situation. The Argentine public was very much like Gambaro's portrayal of the desperate protagonist Clara. In the same way that Clara does not contradict the doctor's statements that she can see, and pretends to see whatever the doctor tells her she sees, many Argentine citizens did not (dare to) oppose the military dictatorships and concurred with whatever the authorities put forth as "true," as legitimate sociopolitical claims. I Literature, Vol. 20, Iss. 1 [1996] (135) This dialogue also establishes the idea that if the doctor (in his identity as dominant force in the power relations) says she can see, she should accept his word as law. He also usurps her position as victim, as if she were willfully not seeing despite his earnest efforts. As proof of his good will, the Doctor promises Clara that if she behaves herself, he will bring her to his house. He also adds that he is lonely, needs someone in the house to cater to his needs, and that Clara can play that role. In order to understand why Clara would even want to "audition" for that role, one needs to consider the social context in which she has been formed. For (180) What does the meal contain? The dialogic interactions are ambiguous, and become meaningful for the audience only after the three suffer the punishment/revenge accidentally (intentionally?) prepared for them. In consideration of their fate-death-Cixous' observation that the couple is "engaged in a kind of war in which death is always at work" (44) seems especially appropriate.
In response to the Doctor's question about the omelette's ingredients, Clara imperturbably answers, "Came picada, y huevo, y cebolla frita" 'Spiced meat, and egg, and fried onions' (181). Blind to the reality of his wife's preparations, the doctor enjoys the meal to which he feels entitled. In approval of her skill in the kitchen, Augusto invites her to his bed as a reward; using a diminutive which may be more patronizing than tender, he issues more directives to his submissive patient/wife (and (Merrim, Cypess, Weimer) and manipulated gender switches, playing not only with the "mujer varonil," but with the less sanctioned trans-vestite, the male in female dress. As 
